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staple American interest in individualism with reference to the problem of Nazism.3 Fromm argues that America's conformism stems from the same "fear of freedom" as the more extreme authoritarian horrors of Nazism. The book seems to have made a central, lasting impression on Plath-she heavily underlined and annotated her copy, and referred to Fromm's theories in essays written both at Smith and later at Cambridge ("The Age of Anxiety," "Some Preliminary Notes on Plato and Popper").
The impact of Fromm's book on Plath lies in its combination of psychology and history in a way that appears to have influenced her combination of the two in her later poetry. While accepting that Nazism's rise was "molded by socio-economic factors," Fromm saw it as rooted in a "psychological problem" (208) that also affected (albeit in a lesser way) American society. His exploration of Nazism concentrates on how "the Nazi system express[es] an extreme form of the character structure which we have called 'authoritarian' " (221), and he examines in detail examples of neurotic symptoms that are evident, in an extreme form, in Nazism. In Plath's poem "Daddy," the controversial lines "Every woman adores a Fascist, / The boot in the face, the brute / Brute heart of a brute like you" (Collected Poems 223) are trying to make a similar, though gendered, point. Throughout the poem, the speaker and "daddy," masochistic and sadistic figures respectively, appear dependent upon each other, and both figures' connections to Nazism (as Jew and Fascist) link their dependence on each other (lack of individuation) to Fromm's theorization. In the speaker's consciously disturbing overstatement that "Every woman adores a Fascist," Plath asserts that, while the archetypal male figure appearing in the rest of the poem (as father and lover) connotes the escape from freedom through sadism, the female figure's adoration of the Fascist is an extreme result of a stereotypically feminine escape from the feelings of aloneness associated with freedom, through masochistic strivings. Freedom, for the archetypal "feminine" figure in "Daddy," is freedom from the authoritarian father figure. Political realities (in the form of Nazism) and psychological difficulties (in the form of neurosis) are inescapably linked for Fromm and for Plath. Thus Plath's lines in "Daddy" are both psychological and political. They are psychological not because "Daddy" is about Plath's relationship with her father, but in the sense that Plath uses the situation depicted in the poem to explore the dynamics of her attitude toward individualism. Her intellectual and moral approval of individualism is set against a consciously explored ambivalence in her desire for such freedom, an ambivalence which is summed up in the final line, so that "Daddy, daddy, you bastard, I'm through" may mean either that the speaker is "through with daddy" or free from him, or that she is (in relation to the imagery of the black telephone in stanza 14) through to him, having made a final and inescapable connection with him-having, in short, given up her freedom.
As well as this staple American interest in individualism, Plath's other central political concern, as for most of her generation, was the prospect of nuclear war. With the cold war at its height in the late 1950s, the potential for a different, nuclear genocide made concerns about the Holocaust immediately relevant. The literary critic A. Alvarez (who was also a friend of Plath) notes that he "suggested (in a piece for the Atlantic Monthly, December 1962) that one of the reasons why the camps continue to keep such a tight hold on our imaginations is that we see in them a small-scale trial run for a nuclear war .... Then there are those other curious, upside-down similarities: the use of modern industrial processes for the mass production of corpses, with all the attendant paraphernalia of efficiency, meticulous paperwork, and bureaucratic organization; the deliberate annihilation not merely of lives but of identities, as in some paranoid vision of mass culture" (65-66). Elie Wiesel, a respected commentator on and survivor of the Holocaust, writing in the 1980s, also connects the genocide carried out by the Nazis and the more universal potential genocide of nuclear war: "Once upon a time it happened to my people, and now it happens to all people. And suddenly I said to myself, maybe the whole world, strangely, has turned Jewish. Everybody lives now facing the unknown. We are all, in a way, helpless" (qtd. in Lifton and Markusen 1). Other, later writers go further in their linking of anti-Semitic and poten-tially nuclear holocausts, such as Robert Jay Lifton and Eric Markusen, whose study The Genocidal Mentality: Nazi Holocaust and Nuclear Threat explores detailed similarities between the way the Nazi system of the Holocaust and the nuclear narrative work.4 Plath, in "Mary's Song" (1962), also connects the past atrocity of the Holocaust and the future threat of nuclear destruction, exploring the double-edged nature of technological "progress" that allows both space flight and efficient genocide-historically of the Jewish people, potentially of the whole world:
On the high Precipice That emptied one man into space The ovens glowed like heavens, incandescent.
It is a heart, This holocaust I walk in.... In contrast to these sustained and vivid images, the historicalpolitical image transitions in the center of the poem appear violently swift and lack the resonance of the mythic imagery. Concerns about modern science are explored when the "Hothouse baby in its crib" becomes "The ghastly orchid / ... . . Devilish leopard," of which the reader is told (in relation to the drawbacks of such scientific wonders), "Radiation turned it white / And killed it in an hour." These startlingly swift metaphoric transitions, while working in complete contrast to the more sustained progression of the frame of the poem, nevertheless appear to cohere, both together and to the rest of the poem. The lurching transition to "Greasing the bodies of adulterers / Like Hiroshima ash and eating in. / The sin. The sin," is not, however, as well sustained. (In "Mary's Song," the transition from smoke to ash is also a lurch but is better supported by the more integrated nature of the mythic framework.) The connections between radiation and Hiroshima, grease, ash, and human relations (in the form of "adulterers") in this section of "Fever 103?" are too many, too contrived, and ultimately too weak to support the transition from the extended image play of scientific advances and drawbacks to the return to "the sin, the sin" of the mythic opening. Arguably, such apparently arbitrary swiftness represents the surreally illogical thought processes of the fevered subject; yet such an interpretation still leaves unexplained the very specific, unsettling contrast Plath sets up between the resonant nature of myth and the emblematic appearance of history.
The contrast between the resonance and diversity of Plath's use of myth and the single dimensions of her use of history in the form of the Holocaust and Hiroshima is not simply due to Plath's greater experience and confidence in handling the former, learned from using mythic material throughout her poetic career. Robert Graves, in The White Goddess (an influential book for Plath and for many mythmaking poets of the 1950s), separates history and myth in their relation to poetry. He writes of "the tendency of history to taint the purity of myth" (101) and is disdainful of "originality" in the poet who "take[s] his themes from anywhere he please[s]" (443), by which Graves appears to mean "occasional" rather than "mythic" themes. Yet while Plath agrees with Graves about the importance of a deep personal knowledge of and feeling for myth, she not only dissents from Graves's view of the poetic dominance of myth, but extends his exhortation about the importance of a personal feeling for and connection to myth to reverse the dichotomy he sets up between myth as pure, history as impure.9 In her poetry, it is myth (mainly with close-ups), and musical scores whose violins swell at dramatic moments. These studio productions essentially fit the bristling raw material of the Holocaust into an old narrative form, thus allowing the viewer to leave the theater feeling complacent instead of concerned or disturbed" (6-7). The act of trying to bring such horrific events to a popular audience involves a rationalizing and conventionalizing of the material, which ultimately runs the risk of trivializing the very events it is trying to commemorate. In Plath's case, the "old narrative form" is that of a lyrical expression through personalized mythmaking, within which the Holocaust fits uncomfortably. In addition to these wider difficulties of using traditional conventions to represent the horrors of the Holocaust, the expressly symbolic approach of poetry appears tainted by the abuse of metaphor in the Nazi regime's employment of the "language rules" cited above, an abuse of language that Plath herself feared in the less extreme cold war "doubletalk" discourse.13
It is these problems surrounding the conventionalization and " (160-61) . In this interpretation, indeed, the Holocaust has been abused for its immediate value as a metaphor for the past. Margaret Dickie Uroff, however, perceives the poem as expressing a view opposed to that read by Kroll. She writes: "the train that drags itself through the battlefields of history ultimately becomes the 'black car of Lethe,' a symbol of the forgetfulness of the past. It becomes a cradle, nurturing a new generation of killers: the pure baby who steps from it will perpetuate murder because she has forgotten the world's past history of murderousness"(54). These two readings reflect Plath's own foregrounding of her culturally situated conflict about the uses of poetry, between the mythic desire that poetry transcend history and the "committed" purpose that it name history and thus remember it. An understanding of the
